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From the Yellow Springs to the Land of Immortality
Description
The Yellow Springs is a vivid metaphorical reference to the final destination of a mortal being and the
dwelling place of a departed one in ancient China. In the writings of philosophers, historians, and poets
during the long period of Chinese history, the Yellow Springs is not only considered as an underground
physical locus where a grave is situated, but also an emotionally charged space invoke grieving, longing,
and memory for the departed loved ones. The subterranean dwelling at the Yellow Springs is both a
destination for a departed mortal being and an intermediary place to an ideal and imaginative realm, the
land of immortality where the soul would enjoy eternity. From the Yellow Springs to the Land of
Immortality is an exhibition that highlights sixteen carefully selected artworks from Gettysburg College’s
Special Collections; each object embodies the perceptions and ritual practices of the rich funerary culture
in the historical period in China, ranging from the late second millennium BCE to the beginning of the early
twentieth century. These artifacts represent various artistic traditions and fabrication techniques —
including jade carving, bronze casting, glazed pottery making — and most importantly, offer a glimpse of
how art and artifacts are employed as a means to connect the living with the soul of the departed one in
the Yellow Springs. Archaeo- logical discoveries in the past four decades in China have provided rich
information that helps contextualize the sixteen artworks, as well as intimate knowledge about how the
objects might “perform” in the life and afterlife of the individuals in the past.
The practice of burying goods alongside departed loved ones has had a long tradition in China. The
artworks included in this exhibition catalogue, encompassing the major dynasties in Chinese history,
epitomize such a practice from a historical point of view. The bronze jue of the Shang dynasty (mid-16th
c.-1046 BCE), and the miniature bell, a replica of yong bronze bell of the Zhou dynasty (1045-256 BCE), are
not only ceremonial paraphernalia used by elites in ancestral sacrifices during the Bronze Age, but also
material manifestations of ritual and music, the very foundations of ancient Chinese civilization.
Comparable examples found in Bronze Age tombs illustrate the idea to connect the deceased, often the
owner of these ritual objects, to the ancestors in the netherworld as they themselves were transitioned
into the role of ancestors through a series of funerary ceremonies. [excerpt]
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T

he Yellow Springs is a vivid metaphorical reference to the final destination of a mortal
being and the dwelling place of a departed one in ancient China. In the writings of
philosophers, historians, and poets during the long period of Chinese history, the
Yellow Springs is not only considered as an underground physical locus where a grave is
situated, but also an emotionally charged space invoke grieving, longing, and memory for the
departed loved ones.1 The subterranean dwelling at the Yellow Springs is both a destination
for a departed mortal being and an intermediary place to an ideal and imaginative realm, the
land of immortality where the soul would enjoy eternity. From the Yellow Springs to the Land of
Immortality is an exhibition that highlights sixteen carefully selected artworks from Gettysburg
College’s Special Collections; each object embodies the perceptions and ritual practices of the
rich funerary culture in the historical period in China, ranging from the late second millennium
BCE to the beginning of the early twentieth century. These artifacts represent various artistic
traditions and fabrication techniques — including jade carving, bronze casting, glazed pottery
making — and most importantly, offer a glimpse of how art and artifacts are employed as a
means to connect the living with the soul of the departed one in the Yellow Springs. Archaeological discoveries in the past four decades in China have provided rich information that helps
contextualize the sixteen artworks, as well as intimate knowledge about how the objects might
“perform” in the life and afterlife of the individuals in the past.
The practice of burying goods alongside departed loved ones has had a long tradition in China.
The artworks included in this exhibition catalogue, encompassing the major dynasties in
Chinese history, epitomize such a practice from a historical point of view. The bronze jue of
the Shang dynasty (mid-16th c.-1046 BCE), and the miniature bell, a replica of yong bronze bell
of the Zhou dynasty (1045-256 BCE), are not only ceremonial paraphernalia used by elites in
ancestral sacrifices during the Bronze Age, but also material manifestations of ritual and music,
the very foundations of ancient Chinese civilization. Comparable examples found in Bronze Age
tombs illustrate the idea to connect the deceased, often the owner of these ritual objects, to the
ancestors in the netherworld as they themselves were transitioned into the role of ancestors
through a series of funerary ceremonies.

Horses were celebrated images in court paintings and funerary art during the Tang dynasty
(681-907 CE). One of the most well-known examples are the stone relief carvings of emperor
Taizong’s six battle horses erected in front of Zhaoling, his mausoleum. To Taizong, horses
embody the strength and prestige of his empire and its far-reaching influence in the “Western
Region” (the eastern part of Central Asia).2 Created roughly around the same time, the Jade
horse head of the mid-seventh century in this exhibition captures the physique of Central Asian
horses imported into the Tang when the trading between the empire and other countries
reached its zenith. Immortalized in jade, the second hardest stone on earth, this horse sculpture
is a miniature monument memorializing the Golden Age of the Tang and grants his owner the
eternal honor in the afterlife.
Personal belongings, such as toiletry boxes, musical instructions, weapons sometimes
inscribed with owner’s name, and drinking and eating utensils, became a major category of
grave goods in Warring States period (475-221 BCE) of the Zhou dynasty. These provisions
are meant to provide a variety of comforts and leisure activities to the deceased in an imaged
afterlife modeled on his or her previous existence. The Jade belt clasp and the Jade garment
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hook are part of the personal adornments. Their lives, however, are not terminated after they
were interred with their owners. For the living, they invoke remembrance and memory and
become an extension of the departed ones; for the dead, they help identify the individuals
in the underground world he or she entered into. If bronze jue and bell signify the socio-political identity of their owner in the solemn ritual ceremony in his or her public life, the belt
accessories more personally and intimately convey information about the wearer’s wealth,
privileged social status, and taste.
Mingqi or “spirit articles” created solely for the soul of the deceased constitute another
component of funerary goods. Confucius’s teachings around the fifth to third centuries BCE
emphasize the division between life and afterlife and the importance of creating objects as
substitutes for originals to satisfy the spirits’ needs.3 Mingqi identified in archaeological sites
such as the Miniature wellhead, Small Dish, and Small spoon from the Han dynasty, and the
Small Neckless Water Pot of the Tang dynasty, were not produced as functional objects, but
rather served a symbolic role in funerary context. Characterized with the inferior quality due
to the lack of real functional value, they were often mass-produced with molds, and symbolically perform the function of real objects in the afterlife. To ensure a comfortable life in the
Yellow Springs, representations of servants such as the Male attendant tomb figurine of the Song
dynasty (960-1279 CE) were also buried with his or her master and charged with the mission to
serve the soul obediently and diligently.
Jade has long been chosen as an ideal material for funerary goods due to its intrinsic qualities
of hardness and endurance. Many examples of funerary jades in ancient Chinese tombs were
created to protect and preserve the physical being inside the tomb and to ensure the tomb
occupant’s immortality. Despite the evolution of funerary rituals, offering protections for the
deceased had remained an integral aspect of burial practice in ancient China for centuries. Bi
discs and cong tubes were the most innovative forms of jades in the late Neolithic Liangzhu
culture (c. 4000-2500 BCE) in the Lower Yangzi River valley. Though the peculiar religious
meaning of the bi and cong remain enigmatic during that time, they are indispensable
components of “jade furnished burials” for the elite. Chinese texts the Zhouli, the Rites of the
Zhou compiled in the Eastern Zhou period (475-221 BCE) recorded jade bi and cong arranged
for the burial of the deceased. By the Eastern Han period, jade bi and cong in tombs are
likely invested with the magic power capable of communicating heaven and earth based
on a contemporary textual source and archaeological discoveries.4 The jade objects in this
exhibition, one from the Shang dynasty and the other from the Ming dynasty (1368-1644 CE),
suggest the endurance of the form and evolving religious and cultural meanings.
The jade ge blade and nephrite yue axe pendant are inspired by real bronze weapons of the
Shang and Zhou dynasties. In their original forms, they symbolize protection and safety in the
mortal realm as well as the status and power of their owners. Such meanings are extended to
jade replicas in tombs to make the necessary distinction of the mortal and immortal worlds.
The physical existence of the interred is expected to be transformed, to achieve immortality,
and to experience a kind of rebirth, like the metamorphic transformation a cicada. The small
Jade cicada carving of the Ming dynasty in the exhibition was supposedly placed in the mouth
of the deceased. It is hoped that the spirit of the interred would emerge from their body to enjoy
an eternal afterlife.

8

Immortality in ancient Chinese culture is not defined as a life without death, but rather a
state of eternal spiritual existence after one has already died. Many immortals in Chinese
mythology had the ability to bestow immortality onto everyday people. One of these deities was
Xiwangmu, the Queen Mother of the West, who was believed to possess an elixir of immortality.
During the Han dynasty, the image of Xiwangmu became increasingly popular in the decorative
program of the funerary art. One such example appears on the stone carvings of the funerary
shrines belonging to the Wu family in Shandong, eastern China. In the paper rubbing of the
stone carving Scene of celebration in a pavilion, Xiwangmu was elevated in the center on the top
level overseeing the activities within the pavilion. Funerary shrines in front of the burial mound
are venues for rituals to commemorate the deceased. The inclusion of Xiwangmu in funerary art
reflects the integration of Confucianist emphasis on the social value of ancestral worship and
filial piety with the religious Daoist quest for immortality in the Han society.
The representation of Xiwangmu indeed achieves “immortality” throughout Chinese history.
As one of the most powerful female deities in mythology and Daoist culture, Xiwangmu has
remained an important icon, as exemplified by the jade sculpture the Queen Mother of the West
with bird, created in the eighteenth century. In this sculpture, the Queen Mother is worshipped
alone without the companionship of her consul members, a more formal and hierarchical presentation. Instead, a crane, a commonly seen companion bird for the immortals and lotus flowers,
a Buddhist symbol of wisdom and purity are introduced, suggesting an enriched iconography of
this beloved image and an effort to make her reachable to devotees of different religions.
— Professor Yan Sun, PhD with Samual M. Arkin, Georgia E. Benz, Allie N. Beronilla,
Hailey L. Dedrick, Sophia Gravenstein, Alyssa G. Gubernick, Elizabeth Carly Hobbs,
Jennifer R. Johnson, Emily Lashendock, Georgia P. Morgan, Amanda J. Oross,
Deirdre Sullivan, Maggie G. Sullivan, Hannah C. Turner, and Lyndsey J. Winick.

1	An early example that shows the Yellow Springs as an emotionally charged space is seen in Pan Yue’s (247-300)
enchanting poetry that laments the departure of his beloved wife. “Winter and spring gradually passed on;
Cold and heat quickly course ad alternate. She has gone to the Deep Springs; The piled earth forever keeps her
in the darkness. Who can fulfill ones’ personal longings…” Translation adopted from Chiu-mi Lai, “The Art of
Lamentation in the Works of Pan Yu: ‘Mourning the Eternally Departed,’” Journal of the American Oriental Society
114, no. 3 (Jul. - Sep., 1994): 423.
2	Xiuqin Zhou, “Zhaoling: The Mausoleum of Emperor Tang Taizong,” Sino-Platonic Papers 187 (April 2009): 1-380,
citation from 78-83, 236-240.
3 James Legge, Li Chi: Book of Rites (New York: University Books 1967), 148.
4	Eileen Hau-ling Lam, “Dynamic between Form and Material: the Bi Disc in Western Han Noble Burial Ritual,”
in Memory and Agency in Ancient China: Shaping the Life History of Objects, ed. By Francis Allard, Yan Sun and
Katheryn M. Linduff (Cambridge: Cambridge University Press, 2018), 216-239, citation from 234.
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Miniature yong bronze bell
Sam
Arkin ’23

Qing dynasty, 19th-20th c. CE
bronze
(h) 6 cm, (dia) 3.8 cm at mouth
Special Collections and College Archives, Musselman Library
Gift of the Estate of Professor Frank Kramer, Class of 1914

T

he miniature yong bronze bell is a replica from
the Qing dynasty based on Zhou dynasty
(1045-221 BCE) prototypes. Originated in the
Western Zhou (1045-771 BCE) along the northern
Yangzi River, the style of this type of bell existed for
hundreds of years.1 During the Zhou dynasty, yong
bells were always used and owned by the upper
class as ritual instruments. This yong bell is made
exclusively as a non-playable display artifact, which
is characterized by its angular elliptical bottom
and four sets of nine protrusions with a replicated
spiral pattern in between. These features can be
observed on archaeologically discovered yong bells
in the tomb of the mid-and late Spring and Autumn
period (770–476 BCE) of Jiwang Gu in Yishui
County.2 The bell in Gettysburg College’s collection
also resembles the yong bells of the whole set of
sixty-five bronze bells in the tomb of Marquis Yi of
Zeng of the early Warring States Period (late fifth
century BCE) in the middle Yangzi River Valley.3 The
complete arrangement of bells, known as bianzhong,
was thought to be played by five musicians as the
instrument was struck at the front and side with
wooden mallets. To reach the specific musical
sound, the size of the bell was important, and so
were the incisions sketched inside.4 During the time
of Marquis Yi, the use of a set of bronze bells was
typical of extravagant displays at the regional court.

Specific to the miniature Gettysburg bell is an
inscription on the front indicating that Duke of
Zhou cast the bell. The Duke of Zhou, active in the
eleventh century BCE, was the younger brother of
Zhou King Wu, the founder of the Zhou dynasty.
Confucian texts written in the Han dynasty praised
the Duke of Zhou for his immense morals.5 As the
highest-ranking state official, he was credited for
creating rituals and music, the cornerstones of
ancient Chinese culture. Reverence for him had been
carried out throughout the following dynasties in
crafts such as the making of this miniature bronze
bell imprinted with his name.6 This yong bell demonstrates Duke of Zhou’s cultural influence.
The yong bells can be understood as lived objects,
cultural artifacts that were used during the lifetime
of their patrons and were of great value when buried
in tombs. They continued to offer music to the
deceased in the afterlife. The bell in the Gettysburg
collection, as a replica for display, does not play
music, but establishes physical and representational
features of the yong bells that are the embodiment of
ritual and music in ancient Chinese culture.

1	Lothar Von Falkenhausen, “The Use and Significance of Ritual Bronzes in the Lingnan Region during the Eastern Zhou Period,”
Journal of East Asian Archaeology 3, no. 1 (January 1, 2001): 206-207.
2	“The Tomb of the Spring-and-Autumn Period at Jiwang Gu in Yishui County, Shandong,” Chinese Archaeology 14, no. 1 (2014):
36-37; Haiwang Yuan, “Bianzhong,” in Berkshire Encyclopedia of China: Modern and Historic Views of the World’s Newest and Oldest
Global Power, Vol. 1: 174.
3 Jenny F. So, “Bells of Bronze Age China,” Archaeological 47, no. 1 (January/February 1994): 51; Yuan, “Bianzhong,” 174.
4 So, “Bells of Bronze Age China,” 45.
5 “Temple: Confucian Temple Compounds,” in Encyclopedia of Religion, 2nd ed. (Macmillan Reference USA, 2004), 9058.
6 Xinzhong Yao, An Introduction to Confucianism (Cambridge, UK: Cambridge University Press, 2000), 206
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Xiwangmu (Queen Mother of the West) with bird
Georgia
Benz ’21

Qing dynasty, 1736-1795 CE
jade and wood
(h) 18.6 cm
Special Collections and College Archives, Musselman Library
Gift of Dr. Frank Kramer, class of 1914, Professor of Education

T

he jade figure depicts Xiwangmu 西王母,
also known as the Queen Mother of the West.
Xiwangmu, an iconographic, Daoist figure, is
regarded as one of the oldest and most powerful
deities in Chinese mythology. She is the goddess
of immortality, life and death, creation and
destruction.1 Here Ziwangmu is depicted in robes
that cover her feet and fan out as if it were to be
blossoming. She has a calm expression and atop
her head is a neat-spiraled bun. Her left hand holds
a lotus behind her back that wraps around her
shoulders. In her right hand, she is grasping another
lotus which has not yet bloomed and is entangled
in her robes. The lotus wrapped around her is
commonly seen in Buddhist art, where they are
shown alongside those who have reached enlightenment.2 Standing on the ground to her right is a
crane pecking at her side, partially standing on her
garments. The crane reinforces Xiwangmu’s power
of immortality and acts as a protector of the Queen.3
This specific representation of Xiwangmu is
significant considering that her image throughout
Chinese mythology has changed completely from
her initial story. Her identity and her femininity have
evolved throughout history as a direct reflection of

the social, spiritual, and political climate of various
reigning dynasties.4 Originally thought to be a
feral and animalistic goddess of destruction, she
attained the “dao” or found enlightenment through
the teachings of Daoism and became the goddess
of immortality in later part of the Han Dynasty
(25-220 CE). She was stripped of her independence
during the same period, as she was married to the
Dongwanggong, who ruled the east. This shift forced
her to be a wife and a mother.5
The Queen Mother is rarely shown by herself in
Chinese mythology; it is thought that she lives on
top of the Kunlun Mountain in western China with
a large council of advisory members and people
that she has granted immortality.6 This jade figure
deviates from that narrative by showing her alone.
The image of Xiwangmu was commonly used in
funeral practices during the Qin and Han dynasties. It
was believed that she would accompany the diseased
on their voyage to the paradise of immortality after
being laid to rest.7 This sculpture made in the Qing
dynasty (1736-1795 CE) is a relatively common representation of Xiwangmu used in burials. But, because
jade is costly, only members of high society could
afford the stone to embellish their tombs.

1 Jean M. James, “An Iconographic Study of Xiwangmu during the Han Dynasty,” Artibus Asiae (1995), 17.
2	Ruben L.F. Habito, “Bodily Reading of the Lotus Sutra: Understanding Nichirin’s Buddhism.” Japanese Journal of Religious Studies
26, no. 3/4 (1999), 284.
3 James, “An Iconographic Study of Xiwangmu during the Han Dynasty,” 19.
4 S heri A. Lullo, “Female Divinities in Han Dynasty Representation,” in Gender and Chinese Archaeology, ed. Katheryn M. Linduff
and Yan Sun (CA: AltaMira Press, 2004), 260.
5 Ibid.
6 Ibid., 265.
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7	Michèle Pirazzoli-T’serstevens, “Death and The Dead: Practices and Images In The Qin And Han,” in Early Chinese Religion: Part
One: Shang through Han (1250 BC-220 AD), John Lagerwey and Marc Kalinowski, eds. (Leiden: Brill, 2009), 950.

Small dish with an
outward-turning mouth rim

Small spoon

Attributed to Eastern Han Dynasty, 25 to 220 CE

copper-green glazed pottery

copper-green glazed pottery
(dia) 14 cm
Special Collections and College Archives, Musselman Library
Gift of Chester N. Frazier

Attributed to Eastern Han Dynasty, 25 to 220 CE
(h) 5.4 cm, (w) 5.1 cm, (l) 10.2 cm
Special Collections and College Archives, Musselman Library
Gift of Judith and Arthur Hart Burling

Allie
Beronilla ’21

T

he most distinctive visual feature of these two
objects is their green, lead-silicate glaze. In
addition to lead, the glaze for this type of ceramic
wares often contain a small percentage of an oxide
for color, such as copper (cupric) and iron (ferric).1
Copper was the choice of oxide used in creating
these objects because, as Nigel Wood explains, when
an amount of about 3% cupric oxide is added to a
glaze mixture, the resulting piece of pottery would
turn out as a shade of green.2 Light red clay when
covered with lead-silicate glaze brings a yellowish-brown tonality, in addition to a small percentage
of cupric oxide in the mix, the resulting piece would
be a brownish green color, similar to that of these
two works.3 These two wares are very likely products
of mass productions controlled by the state during
the Han Dynasty. In the process of manufacture,
ceramic molds are used for efficiency and regularity.4
Place of origin is also typically stamped on ceramic
wares produced in state-owned workshops, though
they are not seen on these two examples.5
In order to understand the significance of these
two seemingly modest ancient pieces, one must
first grasp the distinction between the two primary
types of ancient Chinese burial objects: shengqi 生器
(“lived objects”) and minqi 明器 (“spirit objects”).6
These terms were originally coined by Eastern Zhou
period philosopher Xunzi (c. 310-237 BCE).7 Xunzi’s
definition of shengqi translates to “lived objects,” or
objects that were used or owned by the deceased

person in his or her lifetime, and thus buried with
them in preparation for their time in the Yellow
Springs. Objects in this category ranged from possessions used in everyday life, such as utensils (yongqi),
to objects owned for more sentimental purposes,
such as art or “intimate objects” (yanqi).8
A simple definition of Xunzi’s concept of minqi,
which translates to “spirit articles,” is objects made
with the objective of use by the dead, in lieu of use
by the living.9 A lecture attributed to Confucius
explains the need for non-functionality, stating
that the deceased must not be treated by the living
as “entirely dead” nor “entirely alive.” Thus, in his
opinion, these objects should resemble real objects,
but “should not be suited for actual use.”10
The primary difference between shengqi and
mingqi is the intention behind their production.
Since utensils are specifically designated as falling
into the category of shengqi, it would be reasonably
assumed that the small dish and ladle in the
Gettysburg collection would likewise be categorized
as “lived objects.”11 However, these two ceramic
wares proved to be unusable through their material,
in spite of their “utensil”-like form.12 The high
percentage of lead therein was toxic, demonstrating
that these two objects were not intended for use by
the living, but created specifically as “spirit articles”
for the dead.13

1	Nigel Wood, “People’s Republic of China: Ceramics:
Materials and Techniques: Glazes,” Grove Art Online,
accessed September 10, 2020. https://www.oxfordartonline.
com/groveart/view/10.1093/gao/9781884446054.001.0001/
oao-9781884446054-e-7000016513.

7	Xianqian Wang, Xunzi jijie (Xunzi with Synthetic
Annotations), ‘Lilun’ chapter, in Zhuzi jicheng (Collected.
Works by Ancient Philosophers), 10 vols (Beijing, 1954), II.
See Burton Watson, trans., Hsün Tzu: Basic Writings (New
York, 1963), p. 104.

2 Ibid.

8 Wu, “Yellow Springs,” 88, 164-165.

3	Howard C. Hollis, “Two Pieces of Han Pottery,” The Bulletin
of the Cleveland Museum of Art 35, no. 9 (1948): 210.

9 Ibid., 164-165.

4	Zeng Jia, “Han-Dynasty Pottery: A Miniature Reflection of
Reality,” China & the World Cultural Exchange (2012): 2.

11 Ibid., 164.

5 Ibid., 1.
6	Hung Wu, The Art of the Yellow Springs: Understanding Chinese
Tombs (London: Reaktion Books, 2010), 87.

10 Ibid., 89.
12 Jia, “Miniature Reflection,” 2.
13 Ibid., 2.

15

Cicada with dark markings
Hailey
Dedrick ’21

Ming dynasty, 1368-1644 CE
opaque nephrite
(h) 4.3 cm, (w) 2 cm
Special Collections and College Archives, Musselman Library
Gift of Dr. Frank Kramer, class of 1914, Professor of Education

T

his humble jade cicada is quite a charming
piece. Its size fits well into the palm of the hand,
and its subject is rendered in an abstract style. The
material, a dark green jade, is dappled throughout
with brown and gray spots which appear to have
great depth when viewed in light. The carvings
are simple deep grooves which show restraint and
stylization on the part of the artist; in fact, the only
details included are its eyes, wings, and stomach,
just barely enough information to illustrate a cicada.
On the front of the object are two holes which
could have once had a cord or chain through them
so that the cicada could be worn as a pendant. The
underside of the object is slightly curved, and the
material is cool to the touch, which contribute to
the simple pleasure of handling this small cicada
sculpture. These visual and tactile features indicate
that this item was very personal to whomever
owned it, and as such, it was likely not used for
display.
Small cicada sculptures like this were not
uncommon at all in most of Chinese history. The
cicada is said to represent rebirth and immortality,
owing to the cicada’s unusual life cycle. Cicadas

will burrow underground after hatching and lay
dormant for sometimes as long as a decade or
more.1 Once they have fully grown, they will emerge
from the earth and fly off, producing that nostalgic
buzzing sound heard in the summertime. The
connection of cicadas to concepts like rebirth likely
means the ancient Chinese saw these mysterious
insects coming out from the dirt as a magical and
unexplainable event. There are older examples of
jade cicadas being used as funerary goods, which
further connects the cicada’s symbolic meaning to
life and death going back as far as the Han dynasty
(206 BCE-220 CE).2 These objects would often
be found in the mouths of the deceased; perhaps
the hope was that one day the spirits of the dead
would emerge from their tombs just the same way
cicadas fly from the ground at the start of summer.
In the case of this piece, its dating indicates that it
was likely not one such funerary gift, but instead a
descendant of them. The symbolic importance of
cicadas evolved over time, so by the Ming dynasty
when this piece is thought to be sculpted, it is likely
that it was not intended to be a grave good, but
rather a special carving for the living to enjoy.

1 Joan M. Hartman, "An Interesting Han Jade in the Los Angeles County Museum of Art," Artibus Asiae 36, no. 1/2, (1974): 55.
2	Cicada, Online Collection, Asian Art Museum, San Francisco, http://searchcollection.asianart.org/view/objects/asitem/id/11532.
Retrieved October 19, 2020.
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his luxurious belt clasp, a twentieth-century
reproduction in an archaic style, depicts two
dragons interlaced between swirling clouds and
lingzhi fungus. The decorations are raised from the
base of the clasp in a complex openwork design
and detailed with incised lines. This reproduction
is remarkably similar to a Ming Dynasty (1368-1644
CE) jade clasp excavated from a tomb in Guiyang,
Guizhou Province in China, which has a nearly
identical openwork design with clouds, lingzhi
fungus, and dragons.1 It is likely that this clasp
was inspired by one like the Guiyang clasp, which
would have belonged to a wealthy or high-ranking
individual, as evidenced by the rare material,
time-consuming production, the decorative motifs,
and intricate carving.
During the Ming dynasty, the most common
accessory was the belt, which indicated official rank
and was used to convey socio-cultural messages
about the wearer.2 As such an important part of the
wearer’s identity, these belt clasps were often buried
with the owner to continue to express rank and class
in the afterlife.3 The materials of Ming belt clasps were
regulated, with jade reserved only for the emperor,
empress, top officials, and imperial concubines.4
Receding ranks had their own designated materials,
such as rhinoceros horn, bird horn, or bronze.5
1	Fang Gu, Zhongguo chutu yuqi quanji [Complete collection
of jades unearthed in China] (Beijing: Ke xue chu ban she,
2005), 223.
2	Robert P. Youngman, J. May Lee B Barrett, and Jing Pei Fang,
The Youngman Collection: Chinese Jades from Neolithic to Qing
(Chicago: Art Media Resources, 2008),188.

Belt clasp decoration also denoted official rank,
with different animals designated for each rank. The
image of the dragon was monitored in Ming dynasty
sumptuary laws, so these powerful creatures only
adorned the clasps of high-ranking officials.6 The
combination of dragons and clouds on jade belts,
as seen in this one, was further restricted, only
to be worn by emperors, empresses, princes, and
emperors’ brothers.7 Here, dragons are also depicted
in combination with lingzhi fungus, the scroll-like
motifs shown near the dragons’ heads. The lingzhi
symbolizes a good omen and was thought to give
longevity and immortality to anyone who ate it.8 The
combination of clouds, lingzhi fungus, and dragons
on this clasp are represented in “symbolic harmony,
as the three are emblems of water, and would have
been auspicious for the wearer.”9
This jade belt clasp functions as a memento of
status and political rank in the Ming dynasty. Made
with a precious material and decorated with the
regulated dragon and cloud motifs and auspicious
lingzhi fungus, the model for this reproduction
certainly would have distinguished the wearer and
declared his honored status on earth and in the land
of immortality.

in the beginning of the sixteenth century, the dragon image
changed and became more restricted; the new “Imperial
dragon” was more imposing and had five claws. This type of
dragon was only allowed to be used by the Imperial Court.
In the late Ming dynasty, the popular carving style reverted
back to the archaic, and the general image of the dragon still
was regulated. Youngman, Barrett, and Fang, The Youngman
Collection, 140.

3	Jessica Rawson and Carol Michaelson, Chinese Jade: from the
Neolithic to the Qing (Chicago: Art Media Resources, 2002),
326.

7 Ibid., 189.

4 Ibid., 188.

8 Ibid., 165.

5 Rawson and Michaelson, Chinese Jade, 326.

9	Nott, Chinese Jade Throughout the Ages: A Review of Its
Characteristics, Decoration, Folklore and Symbolism (London: B.
T. Batsford, 1936), 134.

6	In the early Ming dynasty, carvings were bold and archaic in
style. Archaic dragons had a three-clawed newt form. Later,
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his cong tube is made from nephrite, a form of
jade that was considered in ancient China to
be rarer and more uncommon than jadeite.1 Jade
was believed to have indestructible qualities, which
would have been useful in funerary practice because
the tomb occupants would never be without ritual
objects placed in their tombs.2 The brown inclusions
are most likely iron deposits. Because of the color
and ornamentation, it can be reasonably assumed
that this cong tube is made of nephrite sourced and
crafted in the late Shang dynasty, adapted from the
late Neolithic Liangzhu culture (c. 3300-2250 BCE).3
It is also possible that before the tomb was sealed,
this cong was ritually heated at very high temperatures that could contribute to the opaque color.4
This cong tube has probably been carved and etched
with the help of bamboo tools, and corundum or
diamonds may have been used as abrasives to polish
the cong.5
Standing at about 4.5 inches tall, the tube is
perfectly round inside, with a square outside, divided
into four main sections. Motifs of dragon-like
animals on registers became seemingly less
common as time went on, with geometric patterns
sometimes taking their place. This particular cong
has a meander, or a sort of square spiral repeating on
each of the registers, which was common among late
Shang funerary art.6
Often found alongside bi discs from the Neolithic
to the Bronze Age, cong tubes were commonly placed
into tombs in order to somehow aid the occupant
in their afterlife. Despite the limited knowledge of

cultural significance of the artwork, the cong tube
offers some insight into the Liangzhu culture in
Chinese history. While the exact purpose and use is
unknown, many theories point towards symbolizing
the unity of heaven and earth and warding off evil
in the afterlife. In late Shang culture, the cong came
to represent the connection between heaven and
earth, the cylindrical inside representing the infinite
heavens and the square outsides representing the
finite earth.7 The heaven symbol may have been
placed within the earth symbol to reference the
fact that the tomb itself lays inside the earth with
the occupant inside experiencing heaven upon the
sealing of the tomb. Or the cong could have been
used to aid the tomb occupant in reaching heaven,
as later evidence suggests.8 These are all merely
speculations though, as no written evidence has
been uncovered in order to give more insight to the
functionality of the cong tube within a burial site.
Cong tubes tend to be excavated from tombs of elite
who were believed to have once played an important
role within the society. Lighter, smaller jade cong
tubes belonged to elite members of a lower rank, so
this one would have been made for someone at that
level.9 While the symbolic meaning is widely under
speculation, archaeologists and art historians have
used contextual clues to determine a most probable
symbolism involving the unity between the earth
and heaven, a meaning which would ultimately have
been thought to guide the tomb occupant towards
their final resting place in the sky.

1	Sally A Thomas and Hing Wa Lee, “Gemstone Carving in
China: Winds of Change,” Gems and Gemology, (1986): 24-34.

Earliest Use of Corundum and Diamond, in Prehistoric
China.” Archaeometry 47, no. 1 (February 2005): 1-12.

2	Mark Cartwright, “Jade in Ancient China,” in Ancient History
Encyclopedia, article published June 29, 2017, https://www.
ancient.eu/article/1088/jade-in-ancient-china/

6	Robert L Thorp, “The Late Shang World (c. 1300-1050
B.C.E.),” China in the Early Bronze Age: Shang Civilization
(Philadelphia: University of Pennsylvania Press, 2006):
214-63.

3 Ibid.
4	Francesca Casadio, Janet G Douglas, and Katherine T
Faber, “Noninvasive Methods for the Investigation of
Ancient Chinese Jades: An Integrated Analytical Approach,”
Analytical and Bioanalytical Chemistry 387, no. 3 (February
2007): 791–801.
5	Evelyn Tucker, “Jade Forms from Ancient China,” Gems
and Gemology 18, No. 1 (1982): 21-31; Peter J. Lu et al., “The

7	Kwang-chih Chang, “An essay on cong,” Orientations 20,
no. 6 (June 1989): 37-43.
8 Ibid.
9	Nanjing Museum, “The Remains of Liangzhu Culture at
Jiangzhuang Site in Xinghua and Dongtai Cities, Jiangsu,”
Chinese Archaeology 17, no. 1 (2017): 18-31.
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tone weaponry, like these two examples shown
here, are commonly found in burial sites or
sites where rituals would have been performed.
Though they both take the form of weapons, neither
piece was crafted with the intent that they would
be used for that purpose, hence the use of stone
and the blunted edges on the pieces. The weapons
they mirror were symbols of status and power in
their original forms and have evolved to symbolize
protection and safety as ceremonial objects.
The jade ge blade is thought to have been created
during the Eastern Han dynasty (25- 220 CE);
however, it appears to be modeled after the jade ge
blades which were commonly used for ceremonial
purposes during the Shang dynasty (1600-1046
BCE) over one thousand years earlier. The ge blades
featured decorative carvings, like the one found at
the base of this blade which features the taotie mask
motif throughout Chinese art during both the Shang
and Han dynasties.1 The taotie is a prominent mythological creature which features frequently on ritual
items of the Shang dynasty, though its meaning and
significance is not known definitively.2 Jade objects,
such as this one, have often been found in burial
sites like the Dayun Hill tombs in the Xuyi, Jiangsu
region of China, which contained both small jade
weapons and larger objects, such as jade coffins.3
The axe head pendant is also reminiscent of
a real weapon from an earlier period. Its form is
based on the archaic yue axes which were powerful

symbols of authority.4 The carvings along the face of
the pendant are referred to by some as the “stiff leaf”
pattern, commonly decorating carvings and porcelains during the Ming period. Yue axes were used
primarily for sacrificial rituals throughout ancient
Chinese history, but other remaining examples
were far more ornately decorated. The pendant
top features a ruyi pattern, which symbolized
well-wishes for the recipient of the piece, suggesting
they were typically given as gifts.5
Though these pieces come from very different
periods in Chinese history, their designs are both
reminiscent of ancient pieces found at burial and
ritual sites. It is thought that they were placed
within tombs in order to serve the deceased as
they pass into the next life, or serve as protective
talismans for the living, as they both came in the
shape of weaponry. It was common to put models
of objects within burials instead of the objects
themselves and was believed to provide a barrier
between the living and the dead.6 This practice
contrasted the beautiful nature of the jade and the
nephrite, as the materials were not as harsh as traditional metal weaponry. Because pieces like this were
used for ritual purposes, it is likely that they would
have been owned by members of the upper echelons
of the society. These pieces represent a very rich
part of China’s history, showing how traditions and
rituals serve as sources for inspirations.

1	Art of Asia, “Dagger-blade (ge),” Chicago: Art Institute of
Chicago. https://www.artic.edu/artworks/68715/daggerblade-ge

4	Meihau Shao, “The Manufacture of Neolithic Nephrite
and Stone Yue Axes from the Liangzhu Burial Mounds in
Southeast China” (London: University of London, 2011).

2	Department of Asian Art, “Shang and Zhou Dynasties: The
Bronze Age of China,” Heilbrunn Timeline of Art History,
The Metropolitan Museum of Art, 2004, https://www.
metmuseum.org/toah/hd/shzh/hd_shzh.htm.

5	Archaic yue axe pendant, 1573-1620, GettDigital: Asian
Art Collection, Special Collections / Musselman Library,
Gettysburg College, Gettysburg, Pennsylvania. https://
gettysburg.contentdm.oclc.org/digital/collection/
p4016coll6/id/414/rec/2.

3	Nanjing Museum and the Bureau for Culture, “The tombs of
the Han Dynasty at the Dayun Hill in Xuyi County, Jiangsu,”
Chinese Archaeology no. 2 (2013): 11-18.

6	Ligang Zhou, “Obscuring the Line between the Living and
the Dead: Mortuary Activities inside the Grave Chambers
of the Eastern Han Dynasty, China,” Asian Perspectives no. 2,
(Fall 2015): 247.
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hile standing at just 30 centimeters
in height, this tomb figurine serves a
monumental role in funerary ritual, customs, and the
afterlife in China. This male attendant created with
clay, a commonly used medium for tomb figurines,
was once covered in a glaze, but has mostly worn
off with time. The figure stands with hands crossed
at the base of the torso, with sleeves formfitting to
the arms. A gentle smile is present on the face of this
figurine. The most ornate visual aspects of the piece
are the headpiece and robe of the attendant.
Indicative of Song dynasty fashion, the robe fits
closely to the figure, with a cross collar pull of the
upper portion of the robe towards the right side,
accented by a belt sectioning the torso from the
waist and legs. Apart from detailing around the belt
on the back of the figure, the robe appears relatively
smooth and without texture or movement. The
attendant’s hair is tied back, and this headware,
one of the most detailed portions of the sculpture,
is strikingly similar to futou 幞头, a popular style
of headwear during the Song dynasty. Overall, the
figure appears stationary and disciplined, much like
how a living attendant would be expected to behave
and carry himself while performing his official
duties.1 Dating this sculpture to the Song rather than
Tang dynasty is based on several factors, such as the
style of robes and headwear listed above and the

color of the clay. Many tomb figures created during
the Tang dynasty are sancai, or tri-colored clay, while
the single-colored clay used for this piece was more
popular during the following Song dynasty.
This male attendant is considered a spirit
object, or mingqi, which are small, portable tomb
furnishings that are created for the dead, and never
intended to be used by the living. Archeological
evidence dates the first use of tomb figures to the
early Eastern Zhou. When the custom of human
sacrifice ended by the Han dynasty, tomb figurines
were used to embody the servants that were sacrificed and served the deceased in the afterlife.2 It is
important to note that tomb figurines, such as this
one, are not usually buried individually. Rather,
they would have been found in tombs as groups
and represented entertainers, soldiers, and figures
doing household chores. All these figurines were
created to perform their depicted duty towards
the buried.3 This is in accordance with the beliefs
held in China that these objects are more effective
to the dead in larger groups. Stories of the spirits
of the dead emphasize that they enjoyed a more
luxurious, comfortable afterlife based on the quality
and quantity of tomb figures buried with them. As a
representation of a long-lasting belief and tradition
held in China for centuries, this figurine provides an
insightful look at the burial practices of China.

1	Jing Xu, "Official Dress," in A Chinese Traveler in Medieval Korea: Xu Jing’s Illustrated Account of the Xuanhe Embassy to Koryŏ, trans.
Sem Vermeersch (Honolulu: University of Hawai'i Press, 2016), 96-97. http://www.jstor.org/stable/j.ctvvn5hv.14.
2 Hung Wu, The Art of the Yellow Springs: Understanding Chinese Tombs (Honolulu: University of Hawai’i Press, 2010), 96-106.
3 Ibid, 100.
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rafted during the renowned Tang dynasty,
a period of flourishing wealth, culture, and
military prowess in China, this Jade horse stands
small in stature, but is broad and brave in its
meaning. The naturally-imperfect jade mineral
boasts a color range from bluish-greens to greys
and browns. Whereas the cloudy green occupies
a majority of the surface, the distinct dark crags
running through the horse’s neck are reminiscent
of veins pumping blood and life into the animal.
The attention to detail in the horse’s snout, eyes,
and specifically its idealized linear mane represent
a deep knowledge of anatomy and the artist’s
spatial awareness in creating a smooth, naturalistic, and proportional figure. Finally, its flat bottom
comfortably balances on any surface, pointing to the
fact that the bust was molded to be a free-standing,
independent statue.
The use of jade in ancient Chinese culture dates
to the 6th millennium BCE, and its beauty, as seen
in the jade horse, long outlives its makers.1 Jade
was regarded as the “essence of heaven and earth”
in traditional Chinese society and subsequently
stood for one’s status, moral purity, and goodness
as prescribed in Confucianist thought.2 The process
of mining and cutting jade is quite an arduous task;
an effort that makes this rare mineral even more
prestigious and desirable. In the Tang dynasty, jade
not only came from within China but also from
outside regions such as Khotan, Bactria, and India,

the latter of which became an important middle
ground for Chinese and European trade.3 Jade was
clearly a meaningful material for this Tang horse; it
was explicitly chosen to display the most superior
attributes of the horse it shaped: strength, beauty,
and prestige.
It is believed that this object was produced as a
funerary work for a high-status member of society.
Combining the most esteemed characteristics of
horses and jade creates the perfect match to lay
to rest alongside the deceased. In Tang culture,
horses played a significant role in building China’s
prosperity and expanding its borders.4 The Tang
capital of Chang’an was a bustling cosmopolitan
city, yet as the second Tang emperor Taizong had
his sights set on the western frontier.5 With the
strength and speed of his horses Taizong was able
to capture lands far beyond known China. In turn,
horses became an extremely important commodity
and were even recognized as honorable gifts of
tribute from regions under the Tang’s dominion. A
specific breed of horses from Ferghana was prized
as heavenly horses, and a condition causing them
to “sweat” blood made their reputation as ferocious
immortals explode.6 One could venture to guess
that the Jade horse was created to emulate Ferghana
horses and bring those celestial properties of
protection, immortality and glory in the afterlife to
its lucky recipient.7

1	Mark Cartwright, “Jade in Ancient China,” Ancient History
Encyclopedia, article published June 29, 2017, https://www.
ancient.eu/article/1088/jade-in-ancient-china/.

5 Ibid.

2 Ibid.

7	Gareth Nash, “Riding on Clay Horses,” Ceramic Review (July/
August 2017): 58-62.

3 Ibid.
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4	Xiuqin Zhou, “Zhaoling: The Mausoleum of Emperor Tang
Taizong,” Sino-Platonic Papers 187 (April 2009): 236-40.

6	Andrew Forbes and David Henley, China’s Ancient Tea and
Horse Road (Cognoscenti Books, 2011), 22-23.
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his bi disc in a dull green jade with some yellow
and light brown discoloration is attributed
to the Ming dynasty. It rests on a wooden stand,
which was added later by Professor Frank Kramer
and features his name carved in Chinese. The small
bumps, known as gu ding wen, were typical for the
fifth century BCE, and the same pattern repeats on
the front and back of the disc. Jade as a medium
had a crucial place of importance in Chinese art and
society and was considered the “stone of heaven.”1
The purpose of jade bi discs in burials were to protect
the body of the deceased and to guide them to the
afterlife. They were often placed on the chest, eyes or
mouth, which would have begun during the second
half of the Eastern Zhou dynasty, around fifth
century BCE.2
The jade bi discs were especially popular in elite
burials because they conformed to the visual rules
of a simple figure crafted from a prized material.3

Since the mineral was so difficult to carve, the labor
that went into its creation mirrored the high status
of the tomb occupant. In order to carve the jade, the
bi disc would have been made using tools made of
wood and bamboo as well as using a sand-based
abrasive to polish the surface.4 Additionally, an
emery wheel would have been mounted to cut the
jade and outline its profile. The Hongshan culture
used ropes coated with emery and quartz crystals
to create friction to cut through the jade, and this
technique was used by the Liangzhu culture as well.5
This hard work was reflective of their purpose for
creation, which was to accompany the elite members
of the society into the afterlife. Jades were not just
viewed as elite goods, but rather seen as symbols for
the connection between the mortal realm and the
heavenly realm, and holding a central role in burials
for the elite.

1	
Bi Disc with Rows of Gu Ding Wen, GettDigital: Asian Art Collection, Special Collections / Musselman Library, Gettysburg
College, Gettysburg, Pennsylvania, https://gettysburg.contentdm.oclc.org/digital/collection/p4016coll6/id/210/rec/9
2 Ibid.
3	Colin Renfrew and Bin Liu, “The Emergence of Complex Society in China: The Case of Liangzhu,” Antiquity 92, no. 364 (August
2018): 975–90. https://doi.org/10.15184/aqy.2018.60.
4	Rui Oliveira Lopes, “Securing the Harmony Between the High and the Low: Power Animals and Symbols of Political Authority
in Ancient Chinese Jades and Bronzes,” Asian Perspectives (Honolulu) 53, no. 2 (October 1, 2014): 195–225.
5 Ibid., 198.
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his bronze jue, or libation cup, was essential to
the elite during the Shang dynasty (mid-16th
century-1050 BCE) as a pouring vessel utilized in
burial ritual ceremonies. The earliest jue was found
in the Erlitou culture (1900-1500 BCE), making it the
oldest bronze vessel type.1 Generally speaking, the
shape of jue took on a bird-like form.2 On this jue it is
represented with a wide spout for pouring, a pointed
“tail” opposite the spout for tipping, and three
pointed legs on the bottom used to push into coals to
be heated. Additionally, two caps are on the top rim
and a handle on the body for picking up the vessel.
Underneath the handle is an inscription of two
characters “Ge” 戈, a lineage name, followed by “zu”
祖, meaning ancestor, signifying the vessel was cast
by a member of the Ge lineage for his ancestor. On
the upper body are a single banded decoration with
small raised circles representing eyes, swirl patterns,
and a raised dragon head on the handle. This
decoration is known as taotie, a monster animal face
“mask” with a pair of eyes.3 Animal motifs including

taotie of the Shang dynasty had many interpretations ranging from spiritual meanings with life and
death, to varying roles of their ancestors.4 The more
decorated the vessel, the more significant it was.
The vessel was masterfully cast in bronze a
precious metal to signify the deceased’s elite status.
The ancient Chinese utilized a casting method of
pouring melted bronze into a mold consisting of
various pre-decorated clay pieces to create the jue.5
This allowed the vessel to be seamless with little
repairs, thus easily holding wine. The main use of
jue was for the heating and pouring of wine during
ritual ceremonies, and then the vessel was buried
with the deceased.6 Wine was utilized because
it caused hallucinations and contributed to the
spiritual aspects of these ceremonies.7 The number
of jue used and buried showcased the elite status of
the deceased. For example, in Fu Hao’s tomb of the
late Shang dynasty around 1200 BCE, archaeologists
uncovered forty jue, an extravagant display of her
role as the consort of King Wu Ding.8

1	Robert L. Thorp, “Dawn of the Bronze Age: the Erlitou
Culture (c.1900–1500 B.C.E.),” in China in the Early Bronze
Age (Philadelphia: University of Pennsylvania Press, 2006),
21-61. http://www.jstor.org.ezpro.cc.gettysburg.edu:2048/
stable/j.ctt3fhxmw.7. Although the vessel shown here is
a nineteenth-century reproduction, another jue (libation
cup) in Gettysburg College’s Special Collections and College
Archives is attributed to the Shang dynasty and shows
the similarities in style, production, and function of the
two objects. As part of my research, I examined both jue
cups and identified the lineage sign on the one dated to
the Shang dynasty in this essay. See https://gettysburg.
contentdm.oclc.org/digital/collection/p4016coll6/id/2195/
rec/2.

3 Ibid., 467.

2	Sarah Allan, “Erlitou and the Formation of Chinese
Civilization: Toward a New Paradigm,” The Journal of
Asian Studies 66, no. 2 (2007): 467. http://www.jstor.org/
stable/20203165.

4	Jessica Rawson, “The Ritual Bronze Vessels of the Shang
and the Zhou,” in Mysteries of Ancient China: New Discoveries
from the Early Dynasties, ed. Jessica Rawson (New York: George
Braziller, 1996), 254.
5 Ibid, 250.
6	Jessica Rawson, “Vessel for offering wine, jue,” in Mysteries
of Ancient China: New Discoveries from the Early Dynasties, ed.
Jessica Rawson (New York: George Braziller, 1996), 94.
7	Mu-Chou Poo, “The Use and Abuse of Wine in Ancient
China,” ss 42, no. 2 (1999): 143. http://www.jstor.org.ezpro.
cc.gettysburg.edu:2048/stable/3632333.
8 Rawson, “Vessel for offering wine,” 97.
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cene of celebration in a pavilion features two main registers.
A row of soldiers, chariots, and horses is seen in the
bottom register, and a two-story pavilion is seen above.
A male figure of importance, such as a patriarch or royal
figure, sits in the center of the first floor as his attendants
bow before him.1 The inclusion of a male elite reflects the
patriarchal ideas of Confucianism and Daoism.2 Beliefs such
as the concept of filial piety, or that sons should dedicate
themselves to the care of their families and their fathers,
places hierarchical emphasis on men over women.3
A large crowd is gathered on the second floor. A round
box and mirror are offered to the central figure, who is most
likely Xiwangmu 西王母, the Queen Mother of the West.4
She is a figure in Chinese mythology known for bearing a
substance that brings immortality to those who consume
it.5 This representation of the Queen Mother suggests the
desire to join her at her home on Mount Kunlun, a mountain
traditionally associated with the heavens, and become an
immortal.6 She is often paired with Dongwanggong 东王
公, the King Father of the East, in funerary art from the
Shandong region of China, where this carving in the Wu
Family Shrine is located.7 Xiwangmu represents the feminine
energy of yin, while Dongwanggong represents the masculine
energy of yang in order to achieve the yin-yang balance taught
by both Confucianism and Daoism.8 In pre-Han dynasties,
Xiwangmu was sometimes presented as a powerful seduc-

1	Cary Y. Liu, “’Wu Family Shrines’” in Recarving China’s Past: Art,
Archaeology, and Architecture of the “Wu Family Shrines” (Princeton, N.J:
Princeton University Art Museum, 2005), 126.
2	Arthur Pontynen and Julia K. Murray, “Confucianism,” Grove Art
Online, 2003; Accessed 22 Sep. 2020. https://www.oxfordartonline.
com/groveart/view/10.1093/gao/9781884446054.001.0001/oao9781884446054-e-7000019025; Ikeda Tomohisa, “The Evolution
of the concept of filial piety (xiao) in the Laozi, the Zhuangzi, and
the Guodian bamboo text Yucong” in Filial Piety in Chinese Thought
and History, edited by Alan Chan and Sor-Hoon Tan (Abingdon,
Oxon: Taylor & Francis Group, 2004), Accessed September 22, 2020,
ProQuest Ebook Central, 12.
3	Wu Hung, Monumentality in Early Chinese Art and Architecture
(Stanford, CA: Stanford University Press, 1995), 195-196.
4	Cary Y. Liu and Eileen Hsiang-Ling Hsu, “Stone Chamber 2: Niche
Walls” in Recarving China’s Past: Art, Archaeology, and Architecture of the
“Wu Family Shrines” (Princeton, N.J: Princeton University Art Museum,
2005), 156.
5	Michael Loewe, “Funerary Practice in Han Times” in Recarving China’s
Past: Art, Archaeology, and Architecture of the “Wu Family Shrines”
(Princeton, N.J: Princeton University Art Museum, 2005), 101.

tress, which conflicted with the Confucian idea that women
should be submissive and loyal to men.9 Placing her in
a marriage transfers some of her power to her husband,
therefore making her less threatening to the contemporary
social order.10 The archer outside of the pavilion may be Yi
羿, who is known for gaining the elixir of immortality from
Xiwangmu after shooting down nine of the ten suns in the
sky.11 Birds sit in the tree and on top of the pavilion, where
they may represent “an upward flight… toward the heaven.”12
A monkey hides in the center of the tree. Above the tree, a
scribe writes in front of four men.
Scene of celebration in a pavilion is one of three similar
“homage scene” carvings located in the center of a stone
chamber niche at the Wu Family Shrines, a cemetery complex
known for its relief carvings.13 Ink rubbings such as this piece
are created through a process which paper is pressed onto a
relief carving with brushes. Ink is then rubbed onto the paper
with a cloth in order to transfer the image.14 Multiple sets of
ink rubbings of the Wu Family Shrines have been created,
making it difficult to know when this particular rubbing was
made.15 The Wu Family Shrines may have been used as a site
for ancestor worship by the Wu family.16 The reliefs would
also have served a didactic purpose by showing Confucian
and Daoist ideas about social order to younger generations of
the Wu family.17

(2005): 209, Gale in Context: Biography, accessed September 16, 2020.
https://link-gale-com.ezpro.cc.gettysburg.edu/apps/doc/A132052978/
BIC?u=gett36723&sid=BIC&xid=5ad85a0b; Lara C. W. Blanchard,
“Gender in Chinese Art,” Grove Art Online (12 Dec. 2019); Accessed 4
Sep. 2020. https://www.oxfordartonline.com/groveart/view/10.1093/
gao/9781884446054.001.0001/oao-9781884446054-e-90000138591.
9	Sheri A. Lullo, “Female Divinities in Han Dynasty Representation” in
Gender and Chinese Archaeology, Katheryn M. Linduff and Yan Sun, eds.
(Walnut Creek, CA: Altamira Press, 2004), 275, 273.
10 Ibid., 281.
11	Jean M. James, “An Iconographic Study of Xiwangmu During the Han
Dynasty,” Artibus Asiae 55, no. 1/2 (January 1, 1995): 17–41, https://doi.
org/10.2307/3249761, 19; David Ake Sensabaugh, “Lamp representing
the realm of the Queen Mother of the West (Xiwangmu)” in Recarving
China’s Past: Art, Archaeology, and Architecture of the “Wu Family Shrines”
(Princeton, N.J: Princeton University Art Museum, 2005), 399.
12	Nancy S. Steinhardt, “Pleasure tower model,” in Recarving China’s Past:
Art, Archaeology, and Architecture of the “Wu Family Shrines” (Princeton,
N.J: Princeton University Art Museum, 2005), 280.
13	Liu, “’Wu Family Shrines’” in Recarving China’s Past: Art, Archaeology,
and Architecture of the “Wu Family Shrines,” 126.

6	Sheri A. Lullo, “Regional Iconographies in Images of the Queen
Mother of the West” in Recarving China’s Past: Art, Archaeology, and
Architecture of the “Wu Family Shrines” (Princeton, N.J: Princeton
University Art Museum, 2005), 391.

14 Ibid., 123-124.

7 Ibid.

17 Pontynen and Murray, “Confucianism.”

15 Ibid., 122.
16 Wu Hung, Monumentality in Early Chinese Art and Architecture, 195-196.

8	Robin R. Wang, “Dong Zhongshu’s transformation of yin-yang theory
and contesting of gender identity,” Philosophy East and West 55, no. 2
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Wellhead
Maggie
Sullivan ’22

Han dynasty, 206 BCE-220 CE
Earthenware
(h) 21.9 cm, (dia. at rim) 19.7 cm
Special Collections and College Archives, Musselman Library
Gift of Dr. Frank Kramer, class of 1914, Professor of Education
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his object imitates the features of a real
wellhead, which is the part of a well that is
seen above the ground. Its purpose is to provide
the suspension point for the rope and bucket that
collect the water. The miniature wellhead shown
here is earthenware on the inside and bottom with
iridescent patina and a green lead glaze on the
outside. It has a cylinder base with two grooves that
run horizontally around it, visually splitting it into
thirds. At the top of the base is a thick, even rim that
creates an edge. On top of the rim is an arch that
spans the opening and supports a superstructure
with two holes indicating where the ropes, attached
to pulleys, would raise and lower water buckets.
Above these holes is a tiled hip roof design.
This wellhead is a spirit article or minqqi, an
object used in funerary practices, specifically
produced for the dead, and found in tombs. They
look like real objects, but are useless and miniature,
as seen in the size of this wellhead. Spirit articles
represent objects from everyday life that the soul
of the deceased could presumably use in the
afterlife.1 The objects offered a comfortable home, a
microcosm of the moral world for the deceased.2

Wells are one of the most important burial
objects, and they were a part of routine life in ancient
China. Wells were a very important part of ancient
Chinese civilizations, as they were usually the center
of a village or house, therefore becoming a symbol
of community and family order.3 Wells provided a
stable water resource that did not rely on precipitation. They also allowed territorial expansion,
enabling humans to live farther away from surface
water resources. Wells were transformed into minqi
to provide sustenance to the deceased. Emerging
in the Zhou Dynasty (1045-256 BCE), spirit articles
are thought to have provided an alternative to the
funerary practice of the human sacrifice of enslaved
people, favorite concubines, and servants.4 During
the Han Dynasty, mass production of clay was
easy, and the capital Chang’an perfected ceramic
techniques. Many finely crafted objects could be
produced in a short amount of time.5 Pottery was a
popular and relatively durable mingqi material.6 We
can assume that this wellhead, like many other in
the Han dynasty, was made from a clay mold.7

1	Armin Selbitschka, “Miniature Tomb Figurines and Models in Pre-Imperial and Early Imperial China: Origins, Development
and Significance,” World Archeology 47, no. 1 (2015): 22.
2 Ibid, 40.
3	Cary Y. Liu , et al., Recarving China’s Past: Art, Archaeology, and Architecture of the “Wu Family Shrines,” (Princeton, N.J: Princeton
University Art Museum, 2005), 293.
4 Selbitschka, “Miniature Tomb Figurines,” 38.
5 Ibid, 28.
6	Jiu J. Jiao, “Ceramic Models of Wells in the Han Dynasty (206 BC to AD 220), China,” Ground Water 46, no. 5 (September 2008):
782.
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7 Cary Y. Liu, et al., Recarving China’s Past, 297.

Small neckless water pot
Hannah
Turner ’21

Tang dynasty, 618-906 CE
pottery, tricolor (sancai) glaze
(h) 6.2 cm, (dia.) 7.9 cm
Special Collections and College Archives, Musselman Library
Gift of Dr. Frank Kramer, class of 1914, Professor of Education
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his water pot is a very small, rounded
white-clay vessel with green, amber, and
off-white glazing in an organic motif. The tricolor
or sancai glazing appears only on the exterior of the
pot, flowing from the rim to just below the widest
section. The lack of any particular pattern in the
glazing indicates that its application was done
rather quickly and/or haphazardly. The interior and
the underside maintain the natural looking of the
sandy off-white earthenware and are almost entirely
unglazed.
Sancai, meaning three colors, is the general term
for the tricolor pottery that was produced during the
Tang dynasty, a period well known for its distinctive
white, green, and brown or amber lead-based glazes.
Some beautiful sancai wares were handmade on
potters’ wheels, but most were likely mass-produced
and made with molds.1 After forming white clay into
the chosen shape, it was fired twice: the temperature
of the first firing, which was just to harden the clay
body, would have been as high as 2000 degrees
Fahrenheit. After haphazardly applying the
glaze it was fired once again at the relatively low
temperature of about 800 degrees. The low heat
of the kiln meant that the sancai glazes could flow
freely, resulting in dynamic and organic designs in
vibrant colors as seen on this water pot.2
Sancai wares were a hallmark of Tang dynasty
grave goods and tended to be figurines of humans
and animals, as well as reproductions of household

wares. This water pot is an example of “spirit
objects” or mingqi, that were designed specifically
to be placed in tombs as symbolic representations
of people or objects to be used by the deceased in
the afterlife, and were thus made more quickly and
cheaply than a practical object would have been.3 It
is also unsurprising that the glazes, with up to 80%
of lead content, would make them far too dangerous
for practical use.4 Furthermore, many sancai pots
have a distinctive globular shape that is reminiscent
of a squash or gourd, which would have been widely
recognizable as a Daoist symbol of immortality and
regeneration.5 The tradition of furnishing underground burial structures with gold and silver objects
had become ubiquitous among the elite of the Tang
dynasty. Therefore, small and cheaply made wares
like this water pot were an alternative that gave the
masses a chance to experience a luxurious afterlife,
even if they could not afford the most ornate wares.
Despite being cheaply made, sancai wares were
so beautiful that they were frequently traded along
the Silk Road, which conveniently started at the
Tang capital of Chang’an.6 They were popular among
many of the Tang trading partners, such as Samarra
and Ctesiphon in present-day Iraq, Nishapur in
present-day Iran, Egypt, and India. In addition,
sancai wares have been excavated from burial sites
as far as Japan and the Philippines, illustrating the
impact of maritime Silk Road trading on culture
transmission.7

1	Dongxue Chang, et al., “Characterizing the Chemical
Composition of Tang Sancai Wares from Five Tang Dynasty
Kiln Sites,” Ceramics International 46, no. 4 (March 2020):
4781.

4	Hung Wu, Art of the Yellow Springs: Understanding Chinese
Tombs (London: Reaktion Books, 2010), 89.

2	Liu Li, “‘The Products of Minds as Well as of Hands’:
Production of Prestige Goods in the Neolithic and Early
State Periods of China,” Asian Perspectives 42, no. 1 (April 1,
2003): 17.
3	Nigel Wood, Chinese Glazes: Their Chemistry, Origins and
Re-creation (Philadelphia: University of Pennsylvania Press,
2007), 99.

5	Lingling Peng and Yang Geng, “Time Symbolism in Gourd
Representations used in Chinese Culture and Art,” Cultura
14, no. 1 (2017): 59.
6	Y. Lei, et al., “A Provenance Study of Tang sancai From
Chinese Tombs and Relics by INAA,” Archaeometry 49, no. 3
(August 2007): 483.
7	Suzanne G. Valenstein, A Handbook of Chinese Ceramics (New
York: The Metropolitan Museum of Art, 1989), 76.
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Jade sash garment hook
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Qing dynasty, 1644-1912 CE
jade
2.5 x 12.7 cm
Special Collections and College Archives, Musselman Library
Gift of John H. Hampshire
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his Jade sash garment hook from the Qing dynasty
incorporates two jade dragons facing each
other in a paralleled stance. Each dragon depicts
intricate carvings, consisting of the mane, scales,
and eyes, modeled in the movement of the letter “S.”
The gap between the two mouths of the dragons is
used to facilitate the fastening onto a robe. The sleek
appearance of this garment hook consisting of the
precious mineral jade, along with the prominent
dragon, closely resemble jade garment hooks worn
on elite robes of the eighteenth century during the
reign of Emperor Qianlong (1735-1796).1
Jade derives from a natural mineral linked
with spirituality in decorative art and ritual. It
was often fashioned into hooks, belts, jewelry, and
dress ornaments. Thought to symbolize good luck,
prosperity, renewal, longevity, and immorality, jade
was considered a lucky stone, referred to as “the
stone of heaven.”2 All jade decorative ornaments
worn in dress were representative of the identity of
the wearer, worn in hopes to emulate these powerful

symbols.3 Emperor Qianlong was known to wear
jade ornaments from his collection on his everyday
imperial dress.
Thought to have magical qualities that spread
onto the wearer or possessor, jade decorative
ornaments were worn by the emperor and imperial
family as a lucky symbol and bringer of wealth. The
dragon is credited with the power of transformation,
and the material jade was thought to assist in this
ascension.4 Five-clawed dragons are decorated
on the garment hooks and robes belonging to the
emperor in the Qing dynasty.5 The dragon, as the
most significant creature in mythology, and the
emperor, as the son of heaven, suggest the equivalence of the two in status and importance. It is likely
that the wearer of this jade garment hook, in both
life and death, is someone who obtained an elite,
even imperial position in the Qing dynasty.

1	Robert P. Youngman, J. May Lee Barrett, and Jing Pei Fang, The Youngman Collection: Chinese Jades from Neolithic to Qing (Chicago:
Art Media Resources, 2008), 133.
2	Fang Gu, Hongjuan Li, and Tony Blishen, Chinese Jade: The Spiritual and Cultural Significance of Jade in China (New York: Better
Link Press, 2013), 73.
3	Valery M. Garrett, Chinese Dress: From the Qing Dynasty to the Present (Tokyo: Tuttle Pub, 2007), 73; Jessica Rawson and Carol
Michaelson, Chinese Jade: From the Neolithic to the Qing (Chicago: Art Media Resources, 2002), 113.
4	Stanley Charles Nott, Chinese Jade throughout the Ages, a Review of its Characteristics, Decoration, Folklore, and Symbolism, 2nd ed.
(Tokyo, Rutland, Vt: C. E. Tuttle Co, 1970), 97.
5 Youngman, Barrett, and Fang, The Youngman Collection, 340.
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